collectively, function as signs that point to their Creator. The mission of humanity (whom he himself exemplifies) is to understand how all the elements of the cosmos relate to each other on a horizontal level and to God on a vertical level, and to assist them in establishing and maintaining these relationships.
At several points in the text however, this discourse focused on analyzing reality becomes, for the space of a few words or sentences, an implicit ars poetica as Claudel either metaphorically designates the universe (or some part of it) as God's work of art or analogically compares it to one of several different art forms. These metaphors and analogies propose and promote the idea-while nonetheless avoiding its explicit articulation-that art can (should) serve as a complement and ally to theoretical discourse in the enterprise of illuminating the true nature of reality.4 They point to art as a means of expression that can bolster, diversify and illustrate in a more intuitive and indirect manner, through the mediation of symbolic systems, the truths and principles that the surrounding analytical discourse presents in logical (philosophical, scientific) terms and tries to prove through persuasive argument. s Working in tandem, theory and art provide a richer, more complete insight into the true nature of reality as image of God. In this present discussion I will explore the notable role that Claudel's limited, nonsystematic but surprisingly suggestive references to various art forms and works of art play in illustrating and validating the cosmic worldview espoused by the theoretical discourse of the Art poetique.
General art metaphors and analogies
Claudel is eclectic in his choice of art metaphors and analogies-he makes references to all of the following art forms: drama (57, 59, 74) music (45, 46, 52-3, 61, 83, 129, 134) , dance (52), sculpture (73, 120), photography (71), weaving (43-4, 75), writing (46-7,48-9,53,54,56,58, 86,72) , poetry (102, , architecture (54, 58), painting/ drawing (38,44,54,66, 71-2, 75, 121, 124) .6 The natural world is either designated metaphorically as a work of art created by a divine Authorcosmic elements and created beings are designated as notes, words, colors, etc.-or else it is compared to human works of art through analogies often introduced by conjunctions such as "de meme", "comme': "pareil".
Most metaphors and analogies involve allusions to general art forms
The art of Claudel's I'Art poetique rather than references to specific works of art. Their presentation is neither systematic-they appear more or less at random-nor extensive-a few consist of as little as a single word (such as the word "dessin" used on several occasions to designate the design of the universe) while most are on average one to two sentences long. Claudel's purpose is not at all to analyze the art forms/works of art that he mentions but only to briefly highlight one or a few basic aspects of the art that he thinks will elucidate some particular truth about the natural world that he presents in his discourse. Most analogies make an explicit link between a particular theoretical idea and the art form/work of art that is meant to exemplify it. A few metaphors are more elusive-they alert the reader that some link between nature and art needs to be made but ultimately leave it up to him to draw specific conclusions as to exactly what aspect of the art is being compared with what principle or idea.
One of the major themes that recurs throughout the Art poetique is that God created the universe as a thoroughly integrated organic whole in which each particular element is assigned a specific inviolable place and role. Each individual entity is obligated to and inseparable from the whole-nothing is created by or for itself. Claudel demonstrates this global unity of the universe by comparing it to a single, complete word: "Tout cherche partout sa fin, complement ou efference, sa part dans la composition de l'image, le mot qui profire son sens. Et le mot total, c'est l'univers ("l'univers" version al'unite) , cela qui impose le sens et le devoir."
(110-11) An analogy from painting and weaving serves to point to the fact that every cosmic element is the focal point of convergence of the entire universe and is related in some way or another to every other element: "De meme que le colore est limite par un autre colore, il designe de toutes parts autour de lui les derniers termes, constants ou non, de sequences venant de l'infini. Il les appuie, les arrete et les coordonne; il noue, il est le lieu du croisement infiniment complexe du fil avec la trame." (75) This particular analogy supports Claudel's vigorous polemic against the positivist view of causality-Claudel utterly discounts and denounces (especially in De la cause) the positivist claim to be able to isolate particular cosmic phenomena from their surroundings in order to identify their specific causes. For Claudel, any effect is not the result of a single cause or even a limited number of causes, but of a multiplicity, almost an infinity, of causes.
Claudel also evokes the deliberate organization and composition of the universe by refering to it as a "dessin" on multiple occasions (44, 45, 48, 54, 57, 58, 124 The actors in the cosmic drama enjoy a certain degree of creative freedom-they are not robots or machines, and they act out their own roles, but they are also obliged to abide by a set script. The individual actor is not autonomous or self-serving but is told to come on and off stage according to the requirements of the global action. And yet the individual is also vastly enriched by being a part of the "action commune" instead of existing in isolation.
Claudel draws attention to the equilibrium between the unity of the cosmos and the distinctness of each individual component part through the image of a mosaic: "Les rencontres des forces physiques et le jeu des volontes humaines cooperent dans la confection de la mosai"que Instant." (54) . This image also accentuates the extreme mobility of the individual units that make up the universe-although the cosmic building blocks always constitute an organic unity at every moment in time, due to their never ending dynamic movement, the form of the universal composition is never exactly the same from one moment to the next.7 Indeed, each individual entity, as well as the universe as a whole, is in a relentless state of formation, re-formation and ongoing actualization-it is never a "finished" product. Claudel imitates this existential condition of perpetual "becoming" by portraying the process of creation rather than the final (static) form of certain works of art. For example, the passage of time is compared to the progressive construction of a building: "Le passe [oo.] 'autre du papier" (48-9) , "la main ecrivante qui forme des mots du mouvement qui l'anime" (54), becomes a reflection of the cosmic force (originating in God) that drives the forward thrust of time in the universe. The world is also portrayed as a drawing or painting in the process of being born: "Mais le dessin n'est pas fini. Nous le voyons qui se fait sous nos yeux." (48) Finally, by means of a metaphor in which he describes the movement of the earth around the sun as a sacred dance, Claudel tries to offset the positivist ambition to evacuate all traces of the divine from the world and explain the behavior of natural phenomena through a series of abstract mathematical equations: "Le jour, c'est la Terre qui se roule dans le soleil l'annee, la figure de sa danse, la salutation ason Roi, la ronde qui l'eloigne ou l'approche de sa face perpetuelle; les saisons, ses attitudes." (52) If the earth is here taken as a metonymy for the whole of creation and the sun as a symbol of God, this image represents the universe's submission to God and the homage that it pays to its Creator. s Unlike in the positivist scheme of the world, the elements of creation do not follow arbitary rules for no good reason, but actually give praise to their Maker by their obedience to his commands. In addition, a dance, especially the sort of ritual dance described here, is a deliberately thought-out and wellplanned set of steps, not at all an "accident" born of pure chance. Claudel's conception of the divine design excludes any possibility of chance, yet it also avoids the pitfalls of strict determinism (with its tyrannical and inflexible laws) by leaving room for a certain degree of freedom, spontaneity and unpredictability in nature. Nature for Claudel functions much more like a musical instrument than the machine that the positivists imagine it to be: "Oil vous suivez la marche d'une machine, je goute la pratique d'un instrument" (46).
Poet's role as interpretor, co-creator and explainer of nature A very important assertion of the theoretical discourse of the Art poetique is that humanity is (must be) actively involved in discerning as well as actually helping to form the complex system of relationships between themselves, the world and God. Some of the art analogies thus also call attention to man's privileged role as active reader, spectator and/or composer (co-creator) of the reality that he experiences. In two 'etre vue." (71-2) The eye that observes this "tableau" represents first and foremost God's omnipotent gaze, but it also symbolizes the vision of God's human representative on earth who shares to some degree in the privileges of the divine vision. The fact that the universe is seen as it were "from above" indicates that its existence as a horizontal composition is possible only because it is vertically connected to God. The non-rational (non-human) elements of the universe are driven by instinctive pressures to come together to form a composition, but they do so in order to be seen (and understood) by the human intellect as an image of God. It is the poet who, through his vision and intellect, determines that the scene before his eye is a tableau, that is, a work of art deliberately created by the Divine Artist to be a sign of his wisdom and creative power. The human observer thus becomes the cause of the conglomeration and organization of the elements of the tableau: although God "programs" things to come together, by themselves they only form an unfinished composition which the human observer must "complete" by serving as the organizing nexus or central point of convergence where all lines and angles of the universe can come together.
Besides being a spectator of the tableau of the natural world, the human being is also a reader of the text of nature. " (72) In these analogies Claudel is plainly highlighting a key tenet of his metaphysical worldview: that history is a coherent, continuous and meaningful progress tending towards an end goal predetermined by God. But he calls attention not only to the way in which the cosmic constituents link up together in time and space to create a meaningful text, one that makes "sens", but also to the way in which his own act of reading makes this text intelligible. Although the story or text exists in the outside world, it only becomes meaningful when it is absorbed into the mind of the reader and processed therein. It is only the reader's act of assembling the progressively unfolding words into an organic whole within his mind that makes the sentence or text of nature intelligible.
Although it is in fact the task of all of humanity, "l'homme" in general, to interpret and co-create reality, many people are not able to do so on their own. Therefore the individual who has the ability to discover the divine "sens" of the universe and express it through theory or art is obliged to share his insight and experience with those who lack his powers of discernment. In the following citation from De la Cause, Claudel refers to the world and its creatures as a masterwork created by God, "le produit d'un poete', "l'cruvre d'un peintre', and presents himself (along with his reading public) in the role of a critic, "un critique", as well as an artist, "un peintre", who scrutinize, appreciate and try to make sense of the mysteries of God's creative power displayed in the world: "[ . ' (38) The text of the Art poetique as a whole testifies to the fact that Claudel's purpose in studying the universe is not just to understand it in his own mind but to share his knowledge with others through the creation of a (didactic) text. The plural "nous" that Claudel uses here (as the "nous" found in the above quoted passage about reading the "histoire" created by the passage of time) constitutes an clear invitation to his readers to share in his investigation and understanding of the universe through their act of reading of his text. 9 Claudel also seems to be implying here that the artist (exemplified by the painter) examines nature with the same judicious eye as the critic not only to comprehend its meaning for himself but also in order to be able to create his own works of art according to the pattern he finds in nature, which will in turn provide his public with an insight into the truth about the cosmos. This double reference to the critic and the artist is again an allusion to the fact that the artist and theorist pursue the same objective-revealing the truth of reality-and require the same prerequisite understanding of reality before they can hope to explain it to others. The double reference to the critic and the artist is also a subtle nod in the direction of Claudel's own "real life" identity as critic and theorist in this particular text but also as creator of many poetic and dramatic texts.
Metaphor of the two trees: "un nouvel Art poetique"
In the third section of the first treatise, De l'Heure, Claudel describes a remarkable epiphany event that occurred during a road trip in Japan. While traveling he remarked a marvelous complementarity between two trees caught within his field of vision although in reality they were situated far apart from each other and seemingly had little or nothing to do with each other. Claudel's description of this experience constitutes one of the most important passages of the Art poetique, one in which he comes closest to explicitly enunciating the principles of the artnature symbiosis: Instead of simply noting his discovery of the rapport between the two trees in straightforward discursive terms, Claudel hopes to enhance his readers' understanding of it by designating it as a "metaphor". For the application of the linguistic/artistic concept of metaphor to the natural world to have the desired effect of promoting insight into the nature of 'une aigue" (58) . Knowing precisely what metaphor is and how it functions in language/art, the public will then be able to be transfer their understanding of this concept from art to nature. But art only functions as a hermeneutic tool to reveal the intelligent design of nature because nature is itself the source of art before it is its object. Nature provides the model of metaphor (for example, the rapport between the two trees) and the artist (someone possessing both special insight and powers of expression) then creates metaphors out of words or other symbols through which he tries both to imitate and clarify the original "metaphors" of nature. And so the operation comes full circle when the concept of metaphors in language/ art is then offered to the public as an aid to understand their original source, the "metaphors" of nature.
Towards the end of the passage Claudel explains why the categories of art are useful in helping to understand the workings of nature. The rapport between the "pin" and the "erable" (as well as all the other "metaphors" of nature) is decidedly not, Claudel maintains, a fluke or a product of chance: things are expressly created by God in order to exist in a harmonizing relationship with each other. In order to bolster his philosophical rejection of the possibility of blind chance acting in the natural world (the positivist hypothesis), Claudel uses examples from human art. Claudel explains that God's designs at work in the universe (ascribed metonymically here to nature itself) are better-richer and wiser-than ones evidenced in human arts or crafts (the Parthenon or a beautifully cut diamond). Yet despite their greater richness and wisdom, God's designs in nature are not clearly visible at first glance to everyonethat is why Claudel compares nature to human works of art, which, despite their inferiority and greater simplicity (or maybe because of it) are able to convey the concept of deliberate design and authorial intention more successfully to untrained human eyes. The special efficacity of art for Claudel, as for Aristotle, stems from the fact that it concentrates, amplifies and/or clarifies critical meaning by filtering out the extraneous and distracting elements in the real world that impede the public's ability to perceive God's image therein.
This epiphany-producing "texte forestier", as it is presented in this passage, is not merely a mirror image of external reality as it exists independently of the human observer, but rather, one which is strongly influenced/colored by the observer's understanding and creative activity. Indeed one could say that there is not anyone single "texte forestier", rather, it exists in three different spaces and three different "versions". The first text is constituted by the trees themselves in the outside world and is not a fully-realized text. The second text, which is arguably the most perfect of the three, exists within the poet's mind and consists of the natural spectacle shaped by the poet's organizing vision and informed by his intellect. The third text is the "les presentes pages" that the author is writing in which he employs his expressive and explanatory skills to communicate his mental text to his public through the medium of language.
The "metaphor" practiced by the "pin" and the "erable" constitutes a text that enunciates (that is, purposely reveals) the ars poetica or underlying intelligent design and divine creative power which presides over its existence and ordains its proper functioning, as well as that of all the other possible metaphors that it represents: (58) The metaphor formed by the Japanese trees is not merely a particular practice of metaphor, one isolated example of a momentary connection between two seemingly discrete plant species, but-and herein lies its greatest point of interest-is exemplary of an almost infinite number of possible "metaphors", that is, the endless inter-connectedness of everything in the universe regardless of distance or separation in space or time. Although Claudel ostensibly draws a distinction between the general knowledge (of logic) and a specific creative act-he in fact unites the two when he uses the particular metaphor of the trees as a means of understanding the general composition of the world. A specific work of art is likewise a unique phenomenon, but it is able to illustrate a general truth about the world.
The power of theory and/or art to open the minds of the public to the truths of nature that they were unable to see directly derives from the fact that seeing nature through the lens of art means seeing it through the lens of the artist's understanding and composing activity. What the poet/ artist reveals to the public is as much about himself-his connection to God-as about the universe. By selecting and isolating these trees from all the intervening middle terms that separate them in the real world as well as by framing and aligning them within his field of vision, mind and text, the poet renders their complementarity more evident. By extracting the trees from the perpetual motion of reality and immobilizing them in his mind and text, Claudel offers a schematic illustration of the permanent divine design which underlies, informs and directs the constantly evolving relationships between things in the world. And, most importantly, after listening to the "enonciation arborescente" of the "texte forestier" and understanding its message, the poet lends his own voice to the voice of nature: the language that results is neither exclusively that of the world nor his own, but a blending of the two: L'homme apres la mort
In the last article of the Art poetique, L'homme apres la mort, Claudel shifts gears to describe the situation of disembodied souls who, having departed from the world at the moment of death are now in the presence of God. Although they are no longer in the world, they still have contact with the cosmos in its entirety, as Claudel explains through a poetic analogy: "Et de meme qu'un vers dans sa mesure uniforme peut renfermer taus les rythmes et taus les etres, de meme toute la creation pourra s'inscrire sur le metre que l'ame constitue." (133) But the separated souls' relation with the material universe is not at all the main focus of this article; the spotlight here is on the (vertical) relationship between God and the separated souls and secondarily, on the (horizontal) rapport between the souls themselves. As in the preceeding pages of the Art poetique, in order to describe these relationships Claudel resorts to a number of art metaphors and analogies, a few of which are musical, while the rest are almost exclusively poetic or linguistic. Claudel refers to the relations between disembodied souls as "relations harmoniques" (130) " (132) This association between language and the life force of the soul is not peculiar to the heavenly sphere-it also existed, Claudel argues, on earth. The names that the poet gives to things in the world reveal not only the divine "sens" or "intention" that they exemplify (102) (132-3) The "objets" that the poet helps the public to understand are not just his own spiritual essence (i.e. connection to God) and that of the world, but also their own potential link to God. (If the poet offers his poetic word to his public at all it is in large part because many of them suffer from a deficient or even non-existent rapport with God).
Since the poet argues that everything in the universe is associated with God, and since he styles himself a representative of humanity, he implies that his own personal contact with God is exemplary of the potential communion of all of humanity with God. Since human beings (unlike the world) have their own free will, the poet cannot by himself establish a relationship between them and God, but through his word he invites them to learn about and relate to God internally through their souls and externally through the world (and thereby also to discover and actualize their own true identity, since to be truly oneself is to accomplish God's intention for one's life). In heaven the "ames separees" will no longer need to rely on the poet's word to guide them to look within themselves and to the world to establish a personal relationship with God. They will receive their "prosodie essentielle [... ] Despite the fact that in heaven the poet's word will be displaced by God's own ineffable and omnipotent word, his poetic use of language in the here and now accomplishes a task of great import: it reveals, in at least an approximate degree, God's image within the cosmos as well as the nature of the soul's connection with God both on earth and in the celestial sphere; in addition, it offers readers the knowledge of their own (potential) relationship with God and incites them to cultivate that relationship which will eventually come to fruition in heaven. The evocation (even glorification) of the singular role of the poet and the spiritual power of his poetic word, as well as the liberal use of analogies that compare the life of the separated soul to poetry and language in this last article, can certainly be read as Claudel's manifesto of the sublime character and extraordinary value of poetry in general and of his own poetry in particular. The Art poetique was written at a time of personal and artistic crisis in Claudel's life-a few years earlier he had thought of completely abandoning his literary career in order to enter the monastic priesthood. When his bid for the priesthood failed, he found himself at liberty to pursue his art, yet felt troubled that literature might be a perilous avocation that could lead him further away from God. This sense of distress and uncertainty with regard to the moral legitimacy and
